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OOIHG:
—Joe Wilson in the N.C.T.A. offices in Silver Spring,
Maryland.
It's Monday, February 27th, 1995.
And this is a
project of the Kentucky Oral History Commission and Western
Kentucky University about Sarah Gertrude Knott.
So, I guess
first if I could get some personal background on you and how
you came to be associated with folk festivals and all of
that.

JW:

Can

start

there.

Well, I grew up in Johnson County, Tennessee, in a community
called Trade from the Trading Gap.
It's the easternmost and
oldest community in Tennessee, adjacent to North Carolina
and not all that far from Virginia.
And, there were
performing artists in my family.
And, I was always
interested in music, and also our community is adjacent to
the Beech Mountain area of North Carolina where a l l of the

storytellers, at least the storytellers that the collectors
found, came from.
And I grew up in a deeper milieu of folk
arts and was always interested in those things.

When I was about twenty I wound up in Nashville working—country
music thing.
I didn't know anything about folklore and the
people in my community didn't know that folklore existed as

a discipline.
I

So I came in very much through the back door.

worked in Nashville for a while.

worked for a union there.

I

went to Alabama;

I worked as a reporter,

stringer, for news magazines, as a photographer.

I

as a

I wound up

in New York City, working on Madison Avenue for a

advertising public relations agency.
I kept up an
involvement always, though, with folk arts and with—I found
when I

was

in Nashville that Nashville didn't know what to

do with people who really like these things.
And, so, I, I
did them always on the side.
I, I made recordings.
I've
made twenty-some recordings in the field before I ever came
to N.C.T.A.
In fact, I was probably more productive in that
regard than I have been since I've been here because Madison

Avenue didn't keep me as busy as the N.C.T.A. has.
But, while I was in New York I helped revive an old fiddlers
convention that started in 1925 in Mountain City, Tennessee.

I, I've been going to things in the Appalachians for many
years:

the Galax Fiddlers Convention,

the old Union Grove

things.
I knew about those things.
I'd not paid much
attention to such things as Newport because I was not
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introduced to folk musics by the folk revival.

it earlier, in another way.

I'd come to

And, I'd been to the Festival

of American Folklife but had never been to the National Folk

OSOFestival or any such as that. I, I've always been able to
write a bit so I'd been writing about these, these things in

publications. And, one of the N.C.T.A. board members, Dick
Spottswood, knew me from those—in fact, I think some other
board members knew me through my writing more. And, when
Leo Bernache left they were looking for someone to direct

this organization and they, they called me one Sunday
afternoon.
I was sitting at home.
Didn't know jobs like
this existed but, within two weeks I'd accepted the, the
offer.
Took a humongous pay cut [laughs]. And moved my

family down here from New York.

I've been here ever since.

The organization has changed quite a bit over those years.
It
had always been, through Ms. Knott's years, and I guess even
now, it's still a bit of a shoestring organi—operation.
There's—arts organizations are never well funded in this
country no matter—even those devoted to elite arts are not.
And there just hasn't been any professional art
organizations that were folk in this country.
It's all,
it's all a very new concept in what Ms. Knott got started
without really knowing where it would lead or why.
It's
just an affair of the heart with her, I guess as it is with
most people who do these things.
You certainly don't go
into this work for security.
And you don't go into it for
any reason other than that you love it.

And, the organization was shaky when I came to it.
It's, it's
had—that was in 1976.
Nineteen years of this and it's
still shaky, particularly as we speak, as the Congress seems
about to take apart all the support for the arts and all the
cultural agencies are very much under fire.
It's easy to
lose sight of the fact that none of this really existed,
that that's being taken apart, before 1976, '77.
It was

created by a single crazy folklorist, Archie Green.
Walking
up and down the marble halls.
But, in an odd way, preceded
in those halls by Ms. Knott who had incrementally made this
a little more thinkable, possible, by her work over a lot of
years,

HG:

Mm-hmm.

So how did you first come into contact with Sarah

Gertrude

Knott?

JW:

After I

came to N.C.T.A.,

within a—

HG:

Now was i t s t i l l N.F.F.A.

JW:

It was.
We changed the name with, only because the name
just confused people that thought that all it did was folk

at that point,

when you came?
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festivals.
And that had not been true under Ms., Ms. Knott.
While we've continued the festival and always

lOOintend to do it.
The name was, was problematic for us; you
couldn't do anything else. And people were always asking,
'Well, what do you guys do when you're not doing the

festival?'

The organization has always been crazily busy

during its long existence.

I met Ms. Knott, though, by telephone and by letter within a
couple of weeks after I arrived at, in, in the organization.
And she was, she was glad to, to have me there.
She'd had
her differences with Mr.

Bernache and some of the board

members that had pushed her into retirement.
have someone at the organization that she,
difficulties with.
Someone [laughs]—

It was nice to

she'd had no, no

HG:

Yet.

JW:

—she had a

HG:

Right.

JW:

So we had some good talks.

HG:

What did you talk about?

JW:

Oh, I guess about everything.
There were a couple of times
when she came to the festival where she and I spent entire
days talking.
There were two days in '76 at the time of the
festival [unclear].
I went to the airport and picked her up
when she came in and we talked non-stop that first festival;
i t mainly had been organized by Andy Wallace who's here
still.
He went away for a while but he, he decided to come

blank slate with.

back.
And I didn't have as much that, to do as I have had
at subsequent festivals, but—she and I talked about all of
the issues she wanted to talk about.
She was very concerned
with the continuation of the organization, which was not at
all guaranteed then.
I t ' s always been shaky, always been a
slippery slope.
I know about a month after I arrived I
found out that, unless I quickly put together some money,

the organization was going to be out of business in about
two and a half to
like t h a t .

three months.

And there were other

times

But she and I, we'd s i t around and we'd talked about where these
arts come from.
I remember asking her about enlarging the
festival concept.
The term 'folk festival,' people
attributing to Jean Thomas and to Bascom Lunsford.
I think
Bascom Lunsford first, but—what they essentially did were
mono-cultural festivals that were dedicated to Appalachia

and things.

And, Ms. Knott didn't set about in any kind of
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heavy-duty conceptual way to do that, or to deal with all
the world of, of folk arts.
It's just that when she started
looking at this area, these things were there and she
ISOdidn't reject them. So hers was a functional approach. And,
and, and she was willing to be inclusive. And, that was,
made a

lot of difference.

And, when she, she started the first festival—I know this from
those days of, of conversation. She, she said that, that at
first—this was a Depression job; this was, she had a little
government money and a truck and a little primitive sound
system and some staging stuff so she could, she could haul
around St. Louis and put on shows.
She had all kinds of
people who had been in entertainment. People who had worked
for circuses, snake handlers, hootchie-cootchie girls.
The
whole god-damned world of art was Sarah Gertrude's and she
had a truck.
And she, but she, she noticed that in the free
shows that she put together, in what we now call the

projects of St. Louis, that what went down best was the
black music and the music from the Ozark people who'd moved

up to St. Louis: the fiddlers and the banjo players, the
ballad singers, and the gospel, black gospel singers, the
blues singers.
Things that are all now very familiar to us.
And she was attracted to those things more than she was to
the, to the popular thing.
She said they seemed to come
more from the heart.
And people, you see them in the heart.
Those phrases stuck with me; I recognize them.
Sarah
Gertrude was a

HG:

Good.

kin in spirit.

Now what—so you had never been to a National Folk

Festival before—
JW:

No.

HG:

—you started running the organization?

JW:

No.

HG:

That's interesting.
What were you impressions of—knowing
now what you know about the festival of the past, how had it
changed over the years, and, and when you came, what was the
festival like? What kind of things were being presented?
What kind of format were they using for presentation?

JW:

Well, it, i t was a—there were multiple stages at the
festival.
It was presenting a mixture of things, as it
always had from Ms. Knott's first years.
There were ethnic
arts of many kinds, but an emphasis on the Appalachian and
black and always a Cajun band.
Some of the mix that we know
of that mixes regional and ethnic things that have become
the usual matrix of festivals in, in recent years.
That was

200all in place.

It had changed some from Ms. Knott who usually

looked to community sponsors of, of bands and organizations.
And who tended to deal with the same groups of people year

after year.

You'll find as you look through the material

from the early festival that, that the lumberjacks from
Michigan came many times. And you'll notice that the Kiowa
Indians who came from Oklahoma came.

They were at the first

festival and they tended to repeat, and—some would drop out
and others would be added, but there was quite a bit of, of

repeating and even as the festival moved from place to

place.

It'd always be some local things.

That has to do

with money as well as selectivity.

It's, it was a miracle that she was able to put together thirteen
thousand dollars in 1933 and early '34 to do a festival.
Put that into your constant dollars thing.
That, that was a
time when you could buy a new car for seven hundred dollars.
So, that would be—well.
It was in the, in the area of, it
would be in the area, I think, of three or four hundred
thousand dollars now.
But—the festival had, had changed
from the, with the addition of other people.
Park Service

sponsorship and the, the board and others had pushed more in
a, in a Newport format way where the, the groups were being
paid. They were being picked by a programming committee.
And you were, they were people like, who were Cajun bands
and they were people that you might see at other festivals.
They were people that were in, that were visible to folk
aficionados, put it that way.
And, and that change was not
brought about so much by aesthetics or by anything other
than that the country had been looking at these things in,
in new and different ways.
Partly as a result of some of
the things Ms. Knott, her, her people had done back in the
'30s

and the

fact

that

some of

250those had spun off and there was a parallel movement going,
going along.
Leftist circles at that time, which Ms. Knott
didn't have anything to do with and wouldn't, wouldn't touch
with a

ten foot pole.

But, but for whatever reasons,

there was a,

there was a,

a new

set of people with maybe a slightly different aesthetic than
Ms.

Knott.

I

couldn't tell that Ms.

Knott had a

really

sharp musical ear.
She seemed to have a good eye.
She
loved music.
It was important to her that a community,
somewhere, be behind this thing.
She didn't like agents and
she didn't like commercial art.
And she tried to find ways
to devise hurdles that couldn't get across in, in getting
into her, her area.
One of the ways, very simple, early she
didn't believe in paying the bands.
They could pay
themselves.
They could arrange whatever the community that
supported them could figure out how, how they wanted to take
care of that.
But, she, she thought that rather

1-U

passionately. And, I remember talking to her about those
things and saying, 'Well, it--there are groups that truly
are folk and do come from community, beloved there, who are
professionals.
And who choose to be professional.
It's not
a good guide; it doesn't keep out—and there are all kinds
of people whose, who don't want to be paid and who are very
devoted to their art and to the keeping of i t that aren't

worth a hoot.'
time.

HG:
JW:

[laughs]

Never got in tune.

Never got in

Never w i l l .

[laughs]
And we talked about those kinds of difficulties and about

the absence of good rules, that would sort out all that, how
you had to do it with, with your head and your heart and
there wasn't any other way.
And how many people you pissed
off doing i t

[laughs].

HG:

I did see some correspondence that seemed to indicate some
kind of a conflict about paid versus unpaid during the early
'70s, the period when she was sort of handing over the reins
and—so, wondering what, kind of what transpired— what was
the end result?
I mean the performers are now paid,
obviously.

JW

They were then,

HG

They were then.

JW

Who was the correspondence between?

too.

HG:
It was Sarah and, I think the board or something.
It
300was, it was like one of her memos.
She always did those, kind
of, think piece memos that are, I find in a lot of files.
And she sort of talked about paying some and not paying
others and how that would be a problem and—so,
what—?

JW:

Yeah, she took—she brought, she raised that subject with
me.
I'm not sure that I was privy to—she did think that,
that hard and fast rules could, could prevent some of that.
I never agreed with that.
It hadn't worked for her.
And,
the, when the festival started paying people and selecting
much more carefully the quality of the festival had improved
and that was before I

came.

That was—now,

the difference

that I've brought was to, not to deal so much with folkies.
The festival had usually hired five or six well known folk
bands.
They'd hire the Balfa Brothers and they would hire
other people who were well known traditional performers.
But a lot of the workshops were done by members of the
Folklore Society For Greater Washington, the local folkies.

\-1

And there were New Lost City Ramblers times always mixed in
with the, and—my take on that was, 'Why don't you get the
people they're imitating?'
HG:

So you eliminated the interpreters?
performers?

JW:

Oh, i t was quite a—yeah.
It was qui—that was probably a
bigger fuss than any of the—Ms. Knott watched that, too.
With great interest [laughs].
She hadn't done that.
Though, in large measure, she agreed with me.

HG:

But had she—I'm wondering when the festival started having
workshops and things like that.
Because originally— were
there workshops from the very beginning or were, was i t
mainly a, a sort of theatrical—

JW:

She,

she,

folk

festival

she didn't—I,

the interpretive

I've never seen any innovation in a

that wasn't

350early Nationals.

The,

in

Now the word,

some

of

the

the term 'workshop' was not

used as much as some other words were,

but—scholars at folk

festivals, those kinds of—they were there at the very first
one.
And, people like Richard Dorson was on the board who
were some of the scourges of the later folk movement were
very associated with Ms. Knott in the early years.
And,
yeah, yeah.
Discussions, workshops, teaching of all kinds.
All the way.
Always.
She usually had one stage in the early years.
I mean, i t was
usually indoors.
It was in Kiel Auditorium in St. Louis,
but she had crafts.
There's a, there was a great old Ozark
weaver, Cinderella Kinard, that was at several early
festivals.

I've

seen some

of her work.

She was

chosen.

It

was exquisite work.
And there were crafts from French
Missouri, Mississippi Valley French people, and there were
Indian crafts.
It was—sometimes this festival, both then
and now, is compared to, in its crafts things, to what the
Smithsonian can do.
It's really quite a truncated and weird
composition.
I mean, the Smithsonian has, can spend money
on festivals that just dwarfs what anyone else ever had,
and—crafts tend to be more expensive to present than, than
performing arts.
And they're not, they're not performing
arts so they're not well adapted to performing arts.
Only
folklorists would be dumb enough to come put himself into
such an ungodly bind [laughs].
HG:

[laughs]

As to watch somebody creating crafts.

JW:

Yeah.
Watch someone cutting up a log and thing [laughs].
And try to make it compete.
And to become irritated if
people are not as interested in that as they are in

performing arts.
HG:

Now does the festival—they still perform, but they,
present crafts, now.
You guys present crafts now.

400JW:

Yeah.

You should come to the festival this

they

[unclear].

HG:

Where is i t going to be this year?

JW:

Chattanooga.

HG:

Chattanooga again.
[pause]
Along that vein.
Now the
festival sets up in a place well ahead of time and does,
connects with the local organization?
Is that how i t works?
Can you talk a little about how that works now?

JW

Yeah.

There's a,

there's a—we have a tie with a

local 501

C-3, a presenting organization.
Our idea is that we don't
want to go somewhere and do the festival for two or three
years and move away and let that be the end.
We'd like to
get a festival started.
We've been successful in doing
that.
In Lowell probably most successfully.
We, we started
doing this—well actually Ms. Knott did things like this.
In Florida.
The Florida Folklife Festival is s t i l l going
on.

HG:

That was

JW:

Oh, yeah.
And Ms. Knott went down there and worked on i t
the first two or three years.
She always went to it.
And,
i t was some of her acolytes who had been coming to the
National.

an offshoot

of

the

National?

Thelma Boltin sticks

in mind.

She was

involved

with Ms. Knott for—she was a performer.
Told children's
stories.
Cousin Thelma.
Uncle Remus-style stuff.
But,
she—there were others that,

that—all of the,

folk

of

I

festival

world took

all

its

cues

the whole

from Ms.

Knott.

think that the people who were involved with Newport, and, got
started in, in those festivals.
They'd watch Ms, Knott.
Here, like particularly people like Alan Lomax, he was in
Washington at the same time she was here.
And there was
this odd jockeying, coming from very different
450perspectives.
Some of the folks that were at the Library,
from a more Marxist perspective than Ms. Knott,
Ms. Knott,
being—the word that comes to mind is almost 'innocent' of
any kind of, of organizing principle that had to play an
ideology.
Not that she was incapable of dealing with
concepts.
She could deal with concepts as well as anyone
else.

I remember asking her about the, the early Communists and her
difficulties with them from time to time and the fact that

people that were always looking for, she told me, looking
for platforms at that point. And, her comments, I wish had
brains enough to bring along a tape recorder as you have.
But I can, I can remember her saying that she was troubled
by the fact that, that they did not see these things as
being worthy in and of themselves.
That they were tools to
get at other ends that they considered more important and
deeper.
That, she couldn't agree with that and that, that
insofar as their social interests of things, they wished to
improve the life of working people and to end racial
discrimination and those kinds of things.
She could
wholeheartedly agree with all of those things.
Sarah
Gertrude was a New Deal Democrat.
And, and she—but she did
resist those things and she was here in Washington at the
same

time.

SOOLike in 1938,
Roosevelt

you've probably seen a photograph of Mrs.

at the National

Folk

Festival.

Ms.

Knott and

Agnes Meyer and Mrs. Shouse, started Wolf Trap later.
They
were all involved in bringing the festival to Washington.
And, i t was—I think things might have had a very different
turn for her but for the fact

that World War II came along.

She thought that—it was very hard to keep the festival
together during World War II because there were all of these
other compelling interests and people, in times of war,
don't want to do anything that they consider frivolous.
There's always somebody who—we don't have any wars now, but
people don't want to do any arts because they're frivolous,
because we ought to be working on our future or something.
I think I believe that those people are constants in society
but every now and then there comes a bump in the road that
elevates them momentarily and they shout at everyone that
they ought to get serious about life.
HG:

We're sort of at that stage now.
Again.
Is there anything
else that you remember from the time that you talked to her,
those long conversations?

JW:

Oh.
Her, her delight and her joy at, at being involved with
the thing.
The fact that she was, had a little bit of a
performer in her,
I sometimes go on stages and do emcee
work and all of that, but I ' l l only do i t if I think that
I'm better than anybody else that's there to do i t .
I'd
550much rather do other kinds of things than to be up there in
the big spotlight.
And if you do the kind of work that she
did and I do, you sometimes get thrust into that.
I think
she actually enjoyed it, though.
I think that i t was—

And I think she was very romantic about these things.

I think

\'

there was a

romance to i t .

I

think that all of her old

boyfriends were drawn from that, and--but, they didn't,
didn't measure up to her interests in keeping on doing
I once jokingly asked her, I said, 'You must have had
interesting offers in your time.'
Joking about all of
and some fella that she mentioned.

And she says,

they
this.
some
that

'Well

they, they never added up.'
That they were—I guess the
point that she made that they would never seem as important
to her as her life did.

Her life was bounded to the

festival.

HG:
JW:

The festival is really what she, what meant the most to her?
I think she spent almost every working hour on it,

even

after she went back to Kentucky.

HG:

Which, by the time you came here, most of your association
with her was in her retirement years, obviously.
Can you
talk a

END
SIDE

l i t t l e about

the--

SIDE A
B

OOlJW:
—correspondence.
Sarah wrote a letter every day just
about.
Maybe it was—sometimes I would get as many as three
or four in a single day because she didn't necessarily mail
them all every day.
And we were so busy at the time I
couldn't answer every day, but, you know, once every week or
two weeks

I ' d s i t down and write her a

letter.

More often

I

called her.
I talked to her quite a bit on the phone.
She
had only a couple of years of good health when, after I came
here.
She was, we—the festival didn't have any money at
the time.
There were times when i t wasn't meeting the
payroll.
And, she—but we would always find enough money to
bring her to the festival.
But I think after, she only came
to a couple.
She, her health was not such that she could.
She died when the festival was up in, in Ohio.
But I'd talked to her about moving i t from Wolf Trap where i t had
been for that eleven year run.
Well before we did we told
her i t would be an [unclear] dangerous thing to do.
And she
thought, though, that i t was a good idea.
She and I—she
had talked for years about the festival having a home.
The
bumping around from city to city had been tough on her at
times.
And, I remember talking to her and saying, 'I think
the road is the place where it belongs, where you can start
things.'
And she, she saying that maybe that the experience
did prove that that was the best way to go, that, that there
might be a deeper trap in setting down at one place and, and
staying there.

10
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But,

her health, it was, deteriorated sharply.
Only in those
first couple of years did I ever really get to talk to her.
That after that there was not as much of Sarah there.

Sometimes we'd get two letters a week apart and she would've
said exactly the same thing in all of them.
She tended to
repeat herself a lot. And, and she'd forget that issues had
been discussed and settled or,

or she'd talk to me about

things that, that she'd discussed with me before and she
knew exact—she had known exactly where I stood on it.
But
she was back at them again.
HG:

Mm-hmm.
Did you ever talk to her about—I've had a couple
of people tell me about the festival, probably in the '60s
or so and, maybe the early '70s, and groups that would come
that were, like. Girl Scout troops performing, or—what was
the thing that I was—Pabst Blue Ribbon sponsored Polish
dancing and—did you discuss the issues of the differences
between these kinds of presentations and, and the—

JW:

Yeah.

HG:

—issues of authenticity,

I

never—

I

guess.

JW:
I never, I never pulled a punch one with, with her.
I
050told her that I didn't—you've seen the book that Lee Udall
and I did in, in the—I say some of those kinds of things in
it.
I remember talking to her about Audubon people doing,
coming and doing birdcalls and singing, I didn't really
think that belonged.
The festival world, you can't separate
these things from the, from the nation which they exist and
all the fads and trends and weird things that come along.

And, it's awfully easy to be critical of a particular period
without understanding what, what came before and what
follows after.
Like, and I think there was a particular in
our,

our little field of folklore.

People got very

judgmental and holy in the '70s and '80s about festivals.
Sarah had had the only show in town in the '30s.
That was it.
When—those stirring things that you hear from President
Roosevelt about folk festivals,

and over again.

the ones Lomaxes used over

Our nation creating a fabric where each of

the
all

threads can be seen.
Our nation as a fabric.
That's
from National Folk Festival.
That's from when i t was

at,

at Constitution Hall.

The shows at the White House that

were put together of National Folk Festival performers,
people who became famous as collectors using it as their
principal place of fieldwork.
Sarah got in touch with
collectors and folklorists all over the country.
She wrote
to them from St.

Louis.

She did that

for

fest—in

organizing festivals for many years so, she was the first to
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assemble any of the academicians who were working in these
things and making them much more aware of, of each other.
But after World War II, there was, there was a new world.
First
of all, there was a, just an amazing change came in that

there were new organizations doing these kinds of things.
And there were people with different aesthetics, people who
were trying to make these into popular arts. And, of
course, it's always been a weird line that separated these
things from popular and more commercial arts and things
falling backwards and forwards across that line.
The
concept that people have of, of the deepest and oldest of
American, in quote, folk arts.
From the Appalachians.
It'd
usually be a descendent of the minstrel band which was the
first pop fad back in the 1840s. Now that's not everything
here because the minstrel band i t s e l f was based on the

African fiddle and banjo transferred to whites in the
lOOTidewater before you hit the Blue Ridge. And, so, it being
very, very complicated and with complications in history
that most of the people who studied these things don't
understand at,

at all.

But after World War II, people looking at this matrix of culture
and picking out things that they wanted to present and
having other reasons for wanting to do this.
I think the,
the folk revival which hit in the '60s had its beginnings
with the Greenwich Village folkies, starting with Pete
Seeger and the Lomaxes and other leftist folks in the, I
guess actually in the '20s.
Charles Seeger was the head of
the C.P.U.S.A's [pause]—what was the, what was the
committee—it was, i t was the arts committee, so called.
He
became interested in folk song.
Though he came from—he
wasn't an ethnomusicologist; he was a musicologist rather
than an ethno—I think he halfway invented ethnomusicology,
but he was a musicologist.
And he found all of this very
interesting, interested.
And his kids went in that
direction and—John Lomax came from Texas collecting cowboy
songs, that 1910 book.
You have these, these two fields of
anthropology and English crossing this interest.
What's
Tristram Coffin's definition of

Bastard that,
HG:

O.k.

JW:

Words to that,

folklore?

What

is

that?

that English begat upon anthropology [laughs].

words to that effect,

But that,

that,

that

courtship was at that time.
At any rate, you have these folks who comment at folk music from
leftist politics.
And they, getting, being in New York,
getting closer to media during that period.
And you have
things like mass media dealing with old-time country music
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via the early Grand Ole Opry and National Barn Dances and
all of, all of those things.
And these things being heard
outside their, their region.
I wrote a paper about early
radio, radio along the Blue Ridge, that I should—people
sometimes think that radio had a greater effect on folk
populations than they did on the rest of the world.
Actually the opposite is true.
Radio had a much bigger
impact upon urban people than i t did upon rural folk, or on
ISOfolk populations in general.
But,

the point that I would make about all of this is that after
World War II, these things, these seeds planted earlier grew
new plants, new fruit, and Ms. Knott had a tough time
keeping the festival together.
I mean, the prosperity after
World War II didn't translate into great new well-funded
festivals.
It was—here, here suddenly were these
commercial things that she had to deal with.
And, and there
wasn't necessarily much philanthropy for these things.
It's
still the same.
There's only one major national foundation
that's

ever said i t was

interested in

this

stuff.

Lila

Wallace.
HG:

L i l a Wallace.

JW:

That's very recent.

HG:

Very,

JW:

So, her struggles continued and there were all of these,
these other folks suddenly in the mix.
And I think you
could say that the festival really hit its lowest ebb in the
'60s at about the time that the whole god-damned country
knew everything about folk things.
And she was presenting
these club organizations of polka dancers and whatever.
It'd been hard, it was, i t was always hard for her to

yeah.

separate those things out.
And it was hard because, partly
because of her background; she came from a recreation
background.
This was how, how people spent their, their
leisure time.
And, the difference being that in the '30s
there wasn't as much leisure time as there was in post-World
War II that you might have.
And having the, the square
dancers who had come—Soco Gap Square Dancers had come to
the National early on.
Those were people passionately
devoted to their thing and they'd been doing it for many,
many years and they were inspired amateurs in the old
definition of 'amateur.'
And, the costumed half-assed
dabblers who showed up, post-World War II, were, they were a
different set of folks.
And, she didn't have good defenses
for that.
And, it was, i t was harder to organize them.
So,
yeah, the festival hit its lowest ebb in the '50s and early
'60s.
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HG:

Recreation.
If we could go back to that.
I haven't noticed
that she's written of it, about using the folk arts and

recreation.
And, I wonder if you ever—did you ever
200talk to her about that?
Or whether she ever gave this concept

up at a certain point.
Or if this was something that she
still felt strongly about and incorporated i t into the
festival up until even the time that you came.
Or—
JW:

1, I don't remember ever talking to, to her about
recreation, per se.
And I think I may be aware of the fact
that she came from that direction more in retrospect than I
was at the time from reading things that she wrote.
Coming
across

HG:
JW:

articles.

Right.
I

didn't

know a t

the

time

that

t h a t ' s where

she

came

from.

She described the, her being in college in North Carolina
and Frederick Koch and—a defining moment for Sarah was when
she organized that national festival of plays in North
Carolina, where playmakers from different places had come
together.
The old University of North Carolina-Black
Mountain axis was working then.
She got to—that had been,
that had worked very well in, for her.
And in Missouri
working in St. Louis, working with these folk things and
finding out there were other people who worked in folk
things,
Zora Neale writing about these things.
Finding out
about her.
Finding out about all the people who were
dealing—I don't think she separated out the, the
academicians,
I mean, there weren't really any academicians
then.
The difference between the academicians and the, the
collectors was a very thin one.
And probably always ought
to be, ought to be thin.
I mean, there's—

The changes in recent years, suddenly there is a set of people
who work in this field who are not—they, they may have
academic training in it, but they're very conscious of the
fact that they are not academicians.
And I think they much
more sharply than, than people like me.
My friend Spitzer,
for example.
One of my best friends is, he has a Ph.D, in
folklore.
But he would tell you in a heartbeat that he's

HG

not an academic

folklorist.

[in a whisper]

Speak up a little bit more.

JW

What?

HG

Speak up a little.

JW

Oh,

yeah.

If you could just speak up a little

I'm sorry.
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HG:

It's o.k.

250media,

It's going on the tape anyway, but—radio

When Sarah—I first started I

know that she,

thought radio was the scourge of folk rausic.

she

And like you

were talking about before that i t was going to have more
effect on the folk than anything else.
And the other part
of this project is John Lair and, and Renfro Valley, as you
probably know.
And, of course, he used radio in the way
that, you know, Sarah would've felt would've changed the
traditions

JW:

and—she—

Oh, he deliberately changed some of thera.

He, he was the

first big time rusticator.

HG:

Right.

The Coon Creek Girls and the--

JW:

Oh,

HG:

Everything.

JW:

Yeah.
He, he was—those stereotypes had existed before him,
going back to Brother Jonathan and—all kinds of cultures
have the, the country guy, the trickster or the jokester
who—but, John Lair brought those to radio in a, in an
amazing way.
W--W.L.S and—Sarah Gertrude, though, you have
to say--notice that she tied the festivals wherever she
could to a newspaper.

HG:

Right.

JW:

And,

yeah.

and therefore the modern vehicles of publicity were

just as necessary and are still just as necessary,
I think
this, this little field now is having to learn marketing in
new ways.
Marketing changes all the time and we've, we're
having to learn how to keep pace, keep up with that.
But
Ms, Knott, while disliking radio, she thought that the
literate people who would appreciate this sort of thing,
newspaper readers.
That the best people would appreciate
these things.
And a little bit of the elitist in Sarah.
She, she came from good folks and had associated with good
folks and academicians.
Knew how to talk to people of
property.
All of that.
The radio people being a bit more
of an unwashed herd but,

but—

Her,

her illusion that radio would mess up these things, that's,
that's still with us.
Wasn't it just, what, a dozen years
ago that people were debating whether this supposed 'lost
tribe' in the Philippines, whether people should, should be
allowed access—shouldn't we just leave them
SOOthere in peace and let them go on with their simple happy
lives? That, that, that pot of bull feathers was being sold
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on P.B.S.

and l o t s

of—course i t

turned out

i t was

all

a

hoax.

HG:

Right.

JW:

There was no such thing,

HG:

Right.

JW:

That even if there had have been, what a hell of a thing—
what a—getting to plan people's simple uncomplicated—who
in the hell ever had a simple uncomplicated life?
Where in
this veil of tears? When people were living in caves they
had to worry that the saber-toothed tiger might come eat
them [laughs],
I mean, that's, that's the absolute essence
of, of folk romanticism.
But it's—we can't—though Sarah
Gertrude had some of that, in my experience she probably had
less of i t than, than, say, Ralph Rinzler.
Who, to choose
someone who comes from a very different slant on, on these
things.
There were—the folk romanticism of, of planners
like Ralph is a little harder to see than i t is in Sarah
Gertrude.

But

it's

set of people.

there.

HG:

Mm-hmm.

JW:

And, and the people who, who organize the, who, who wanted
to use festivals for, as vehicles for a better social order,
they were romantics, too.
Who wanted to protect and guide.

HG:

What do you think Sarah's main goal was with the, with the
festival?
Do you think, in and of itself, it was just
because she loved the music and the arts that she was

presenting? Do you, do you think she truly had no
particular aims?
I mean, be it political or otherwise, with
the

JW:

She,

festival?

as I

said,

I

think she was a New Deal Democrat.

I

think that she believed that, that the country needed that
kind of,

of government.

And that she was most at home in

the second and third Roosevelt administrations.

And I

think

that she thought that these things make life more
350interesting; they make life worth living.
That they're not
only the frosting on the cake, but they, they're the essence
of quality in life.
And that, that the creativity that
people have.
That you may have to work hard and do all

kinds of other things.

But having some of these things you

can do, make people's lives worth, worth living.
I think
she was much, much more basic.
I could identify with that,
with—I

think of—
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We, we sometimes disagreed about better ways to get at the people
who best exemplified the deeper folk traditions.
I, I
didn't think that her idea of not paying people worked at
all.
It's just a flawed way of, of getting at it.
But
that—but I think her, her motivation was, was right on.
That this made life, this makes life a little easier to
live.
And it makes the quality of life better.
People make
and keep art for lots of very, very complicated reasons.
And—but—a life spent in, in dissecting those reasons
doesn't necessarily make you understand them all that much
better.

HG:

And you think that's where academic folklore and maybe
public sector folklore presentation divides? Where the
public sector folklore presentation, like a festival
presentation, is more aimed at presenting and enjoying and
enriching and, whereas—as opposed to dissecting, that you
were talking about.

JW:

I think, I think that, that people who take things apart and
define them and want to understand them--I belong somewhat
in that camp, too; I understand that motivation.
And I, I
know that that's, that's a good thing and that adding to the

sum total of knowledge is a, is a good thing.
But the
practitioner differs from, from those
400folks in that, along with analysis, there's practice and
process.
And there's a learning from process.
I think Ms.
Knott learned a lot from process, that she was not terribly
analytical at all.
But that a lot of her learning, she saw
many different performing groups in many different
situations.
[coughs]
Excuse me.
She used her aesthetic to
pick her way among those things.
She sometimes made
mistakes and had hilarious stories to t e l l about the
mistakes.
And she had a sense of humor about h e r s e l f as

well as other people.

And—

HG:

Can you remember any of those hilarious stories off hand?

JW:

I remember one about some weaving things and a loom that
were brought to Kiel Auditorium that was in the lobby.
She
figured out that the day that they got in there that she had
just introduced ten thousand fleas into the lobby [laughs].
Now the whole festival audience scratched itself through
the festival [laughs].
And she didn't tell anyone [laughs].

HG

It

JW

From the loom and from the,

HG

The

came

from the

loom?

From the—

the—

fabric?
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JW:

Fabrics.

HG:

That is funny.

JW:

And crazy people showing up for—evangelists who wanted to
preach.
Communists who wanted to preach.

HG:

A little of both, huh?
So do you think that the festival
now, even though it's different, that it, it still has the
same overriding principles that she founded it on, or—?
How do you think that those kinds of, the bigger issues
differ?

JW:

I think people create these arts for the same reasons that
they always have and that they're a lot tougher than
450people thought they were.
Still, that they tend to go on
existing despite radio and television, the assaults of
modern industrial society that sells entertainment willynilly everywhere.
I think that they've always been changed
by the milieu.
They're changing now as they were changing
then.
They're not changing much faster now than they were
then.
You, you can only see that with a perspective of
fifty years.
It's—I think that we're still selecting by
the kind of committee situations that we were doing in the
early '70s that she didn't particularly like, but she liked
the

I,

results.

I

guess that every time, every set of people who, who have to
do practical things, and who have to organize and do things,
have to find their way in the society to do that.
I think
that our situation is not markedly different than what hers
was in, in the '30s.
Now these are tough times for folk
festivals, too.
They're still misunderstood.
People don't
know much about them.
Just two or three days ago when the
Appropriations Committee almost killed the Heritage Awards
without knowing.
It's, i t ' s like the, the elephant rolling
over in bed and squashing its—these are people, these
conservative people, are the people who say that they
believe most deeply in the kinds of community values that
produces people like the Heritage Award winners.
They
SOOalmost killed i t without knowing what they were doing.

And, our society, there was, there was no government support for
these things until the mid-'70s, no real government support
for them.

And,

well,

at the Smithsonian earlier in,

in the

festival, but, but starting out as a Newport clone with a
Newport way of working.
All of this, all of this new
support going away, or seeming to be going away, I think
we're at

the

kinds

of situations

that

Sarah Gertrude dealt

with.
Where you're going to a city and you're dealing with
commercial interests in the city.
You're dealing with

18

people who want to present, trying to find the people who
fit with your concept, your ideas, who love these things and
want to show them and who are moved by the heart.
But also
having to deal with people who move all kinds of other

[phone rings] things.

People who are moved by a wish to,

for tourism.
A wish for all kinds of financial advantages.
And us knowing at the same time that there're not many

financial advantages in,

in these things.

And that it all—

I remember having a discussion one time with Sarah about the
difference in, in arts and the fact that, that high arts are
organized by, by people who want to show beauty and who are
550not necessarily into i t for making money.
And that folk arts
are done by people who usually are elaborating on the
functional.
The, the church hymn is—you go to church to
get closer to God, to prepare yourself for the hereafter.
But that the hymn is a way of elaborating worship and making
i t more beautiful, and—but that all of these things also
get mixed up with money, that the people who perform in the
symphony want to be paid.
You sell the recordings and the
program books and the preacher has to feed his kids and, and
that the medium of exchange affects all of the—and, and
that, that you just can't simply say, 'O.k.
The money line
is here.'
And her saying, as she sometimes did, *0h, it*s
so awfully complicated.' [laughs]
HG:

Hmm.

JW

I do think she makes a wonderful juxtaposition with John
Lair and that—he was the, he was the total huckster.

HG

Mm-hmm.

JW

Kept on being that way—have you talked—

END
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—Wilson on Monday, February 27th in Silver Spring,
Maryland.
So let*s keep going.
JW:

O.k.
He—there was a group of, of women.
He died just a
few years ago, but—he had a band together and, geez, an
all, quote, all girl band, but—he had a fight with them;
they wouldn't do exactly what he told them to do.
I think
i t would be interesting to—they would, they're still
around,
I could, I could figure out who they were.
There
are two or three women's bands in Kentucky.
One of them—
Good question for, for Bobby Fulcher.
He'd probably know
which one it was.
But, they quit.
They, he and they came
to a place where they had to separate from, from each other.
But—he was, he was another mediator between the larger
societies as Sarah Gertrude was.
He, his ideas of, of art
and his ideas of how to make people be interested in this is
just riddled with stereotypes.
The man was one big walking
stereotype.
Why didn't you, why didn't you have Jean Thomas
as part of your study, too?
She's—

HG:

Oh,

JW:

She's,

HG:

Right.
But Dr. Williams wanted to look at the folk festival
model versus radio, early radio.
That's what she's
particularly interested in.
She's interested in John Lair
in terms of radio presentation.
So.

because—
she,

she combines the two of them.

There's a much—

Audience.
The folk festival audience that Sarah Gertrude thought
that she was serving.
Who were these people that she
thought were going to be interested in a
JW:

folk festival?

[pause]
I don't remember ever talking to her so much about
audience in urban terms, in terms of what the folk festival

audience was.
I remember talking to her about indigenous
audiences for these, for these arts, and her, and telling
her in her—she never thought about it much.
That, that you
can only have a Cajun band that's really a Cajun band so
long as i t ' s serving a Cajun audience.
And that old-time
string bands on Long Island can't really function all that
well because there isn't any audience there.
And i t ' s even

harder for them at, to, to function in Appalachia because

there are many other musics there now and bee—and, but,
more importantly because the dance audience that they played
for is—people don't dance the way they, they once did.
That part of that has been taken up by athletics and
they're complicated. All kinds of factors in this society
OSOthat have,

that have dealt with that.

Now, now, in—but when we talked about getting audiences together
for festivals, Sarah would always talk about schools. And
she'd have festivals so that school kids could come to i t .

In an odd way we've come full circle in trying to do that
with tourism festivals now. And that was something that,
very, it was very different from what other festival
presenters—that the Newport guys would never have thought
of bringing ten thousand kids to a festival.

But Sarah did

think in those terms. And I think that, that might grow
from her recreational training, her tendency to think about
all of the people in, in, in a city.
She thought the
newspaper tie was terribly important and encouraged me to do
that again if I could.
Saying one just ought to go talk to
them.
I remember a Congressional aide one time telling me—
it wasn't a Congressional aide.
It was—God, he was, he was
head of the N.E.A.
I've got a mental block.
It was years
later that he told me that when he was working for Claiborne
Pell that his

first

awareness of folk festivals

and folk

organizations was when, and I think in his description I can
remember about how he put it.

He said,

'Sarah Gertrude

Knott sailed into my office like a Spanish galleon.'
[laughs]

HG:

So she visited, she visited with Congressional leaders and—

JW:

Oh,

she pushed on all of the buttons that she knew.

good at assessing where power and money was.

She was

She pushed

very hard given the fact that there was not much, not, not
all that many doors open.
I would guess that Sarah Gertrude
heard, know more than any of the rest of us.
HG:

Mm-hmm.

What did,

do you know what she,

how she felt about

the difference of presenting a folk festival, say, at
Constitution Hall, or, now how it's, the model is more for
an outdoor kind of presentation? You know, not with a
theatrical set-up with the seats and the whole auditorium
concept.
Did she prefer one or the other?
Did she feel one

worked better than the other? Because you were talking
about dancing and, and the tie with the community. With
like a Cajun band or something.
And of course the audience
that you have for a folk festival that's sitting in
Constitution Hall is going to be kind of different.
JW:

I, I'm not sure that Sarah ever took a part.

And I'm not

sure that any of us did.
It's real easy to see things in
retrospect.
We've all learned from the process.
HGiSure.

JW:

And it*s easy to be analytical about these things after
they, they've been done and you can see them.
The book that
Lee and I

wrote was before we did Lowell,

which was a

real

lOOeye-opener for all of us here. And we think that, that all of
the old festivals are obsolete.
That you need to have a tie
with a

town.

over downtown.

I

think a

tie with a

town,

a

501-C.

We take

And we think that that has an enormous

effect on an audience.
That wherever you put a festival—
you put it in a hall; there's certain people who go to that
hall.
And that's not everybody.
It's a very small part of
the population.
You put it in a park; that's an outdoor
arena.
But the same rules apply.
It depends on which side
of town it's in.
That park belongs to somebody just like
that hall does.
And so, by putting i t in a park, you've
welcomed a lot of people.
Maybe a lot more people than go
to the auditorium.

But you've excluded far more.

Because

there's a lot of people who won't ever go near that park.
It's not part of their world.
That parks belong to people,
to specific sets of people. What we learned in Lowell is
that downtown usually doesn't.
If you put something in the
heart of a downtown area, use all the performance spaces.
You may have the indoor ones as rain sites, but we pack, we
packed that downtown area with people.
We did so not
because we thought terribly about it, terribly much about
it, but because there's a National Park there, and, that
commemorates the Industrial Revolution and there are all

these mill buildings downtown.
But they're all these nice
open spaces, too.
And we put the festival down there.
At first all of Cambridge came and all of Boston, but then all of
Lowell discovered i t .

All of,

there are twenty thousand

Cambodians there.
They come to this festival.
And suddenly
there's, there's just a huge audience.
It's like two
hundred thousand.
before.

It,

it,

i t dwarfs all the other festivals

And i t dwarfs them for reasons that we think we

understand.
That one of the principal ones is that
everybody feels at home in those, they're, they're—they
don't threaten anybody. And, and that's, that's, that's
important.
The other thing is that we have the city working
with us on it.
You could only do what we do to Lowell if
the city fathers and the mayor, they have to all agree.
Because you can't get elected, you couldn't get elected
there now if you didn't agree.
It's, it's something that
all of Lowell agrees is a wonderful thing.
There's only a
hundred thousand people in Lowell, you understand.

The director of that festival is going to walk in here in a
minute so, I better get my misconceptions out of the way
[laughs].

She can straighten this out

[laughs].

But at any rate, we did the National there for three, three
times.
And then, being the modern folklorists that we are,
we said, 'Well now, you'll want to do a regional festival.'
And so forth and so forth.
And all the people we'd involved
in this, five co-sponsors that—we've got a festival
committee which is a private non-profit.
Had been doing
ISOfestivals before we got there.
The city of Lowell, the
National Park, the Lowell Historic Preservation Commission
and us, we were the five co-sponsors.
They'd, and we'd sit
around and they said, 'Well, we kind of liked the kind of
festivals we've been doing before the regional, local
festivals in New England.
Why don't we—you can take your
National Folk Festival and name and go wherever you're
going, but we'll just keep on doing the kind of festival
we've been doing, thank you very much.
We'll have some
local stuff and some regional stuff but we might like to
have us a brass band from New Orleans.
We might like to
have us, go to Indians from out on the northern Plains.
This and that.
We like, we like what we've been doing and
will you come back, stay with us and help us program i t . '
So, we're s t i l l involved in programming.
I

can—they let me be the chairman of the programming committee.
That doesn't mean that they'll tell that I'm, that they
won't tell me I'm all wet occasionally.
About twenty of
them sit around the table and we get to vote and talk about- i t ' s quite humbling.
You get maybe a thousand people
suggested for the twenty-five jobs.
You sort through them.
Most of i t ' s obviously not for you and you throw that all
away, but then you s t i l l have tons of stuff and have to be
arbitrary about it.
We sit around the table and listen and
vote and talk about i t .
I've had the honor, or maybe the
discredit, of being able to book a few festivals totally by
myself.
What grows out of that process is better than
anything I ever booked all by myself [laughs].

HG:

Now, Sarah—I mean, in the beginning, she really, she just
booked i t all by her self.
Right?
She just—I mean, when
you think about the National, how did she find her acts?
She did i t personally?
She—

JW:

By writing to collectors, to folklorists, to other people.
By—she didn't so much look at the act as she did at the
person who was working with the, the discipline.
She wrote
to Bascom Lunsford who was doing the festival and said
'Would you bring 'em out and string them?'
Bascom's a
player.
He puts together a band and some dancers and he

brings them to St. Louis.
She wrote to—Sacred Harp.
A
fellow at Vanderbilt.
You know who I'm talking about.
HG:

I

know who you're talking about.

JW:

Anyway,

HG:

George Pullen Jackson?

JW:

George Pullen Jackson. And he comes along, as a singer.
He
brings them.
The person who runs the Sailors' Retirement
Home in Snug Harbor in Long Island she writes to.
And it,

she wrote to him and suggested he bring some Sacred-

and suggested that they come to St. Louis.
And she wrote to
them from—she wrote to Romaine Loudermilk, great cowboy
singer from down in—she, she heard about these things.
She, so she went more at the specialist, the collector, the

folklorist, the whatever, than she did the group.
She tried
to find someone who knew or represented a
200community.
We still do some of that.
But we'll take good
wherever we'll not be able to,

HG:

JW:

to find.

Do you think Sarah basically chose her venues just on where
she could get them, then? Getting back to how we originally
started this about talking about doing i t outdoors or
indoors or—that it was just—

There were outdoor things.

When, when—one of the great

mystery festivals to me that I'd love to learn more about,

but everything I know about it is utterly fascinating,
the

1936 festival

in Dallas at

the

is

time of the Texas

Centennial.
I think in the number of stages there was a
huge number of stages, the number of things that were
presented. And the quality.
Sarah had more money for that
festival and she got to do more work.
So she brought Cajun
bands

from out of Louisiana.

Those were the f i r s t

I

ever

heard of that appeared on the festival, have, hear people
say. The Smithsonian, or the—Newport did that first.
But I
think there were three Cajun bands in '36 in Dallas.
One of
them being Lawrence Walker's great band.
There were Sacred
Harp singers who were blacks, and Cherokee Indians singing
shape notes in Cherokee, and a couple of Sacred Harpers from
Alabama and Mississippi and Texas.
There was—Indians.
Comanches telling about stories about fights with Rangers
out on the Plains.
Slaves and masters telling Civil War
stories.
Former slaves and masters.
Just a—she put
together a

fascinating festival.

There's supposed to be records from it at the University of
Texas,

but I've never—she told me that there were

recordings made and that there,

there was a trove of

material somewhere in University of Texas.
I never have
been able—I can't say that I*ve looked all that hard, but I
did register a couple of inquiries.
People like Red Headed
Fiddlers, great string band from out there.
Made records
[unclear].
But.
In,
outdoor spaces used.

in, in that festival there were
There was a, i t was at the old Texas

fairground.
And I think that changed some of Sarah's
250presenting concepts.
She had been used to stages. And she
came

from theater.

HG:

Right.

JW:

And that,

that—I believe the 1936 Texas festival

forever

changed her concept.
She, she thought that the organization
of things at Wolf Trap where you had the big outdoor
theater, big hall situation.
The ones where you could do
more intimate workshops and things.
She thought that was an
ideal setting.
And I think after '36 she always tried to do
things like that, even when they were done indoors.
I
remember her saying that, that she had never been in shape
to be able to deal with a rainout.
And that a place like
Wolf Trap would have been too risky for her.
And I says,
'Well, if it rains us out today, Sarah, we were—we have had
i t . ' [laughs]

HG:

I guess, I would just like to give you an opportunity to sum
up, say anything about Sarah Gertrude that you feel you want
to emphasize or add to what you've said.

JW;

I think she was always moved by the heart. And that she
realized that she was moved by the heart.
And, I remember
us making jokes about people who claimed to be moved by
other things and that we thought that, that they were
shallow. And also not very self-aware that they, too, were
being moved by, by those things. And, her saying that it
was a good way to—how'd she put that?
She talked about
when she was a little girl, organizing her sisters and other
kids into kinds of things and, of presentations, though that
didn't have anything to do with any of this.
And that she
was, had always been an organizer.
And she knew that i t was
not the art itself.
She, she, she was even jokingly aware
300that she didn't listen all that carefully to music.
She had
grown up with it and not paid much attention to it.
But
that, that—she realized later that it was a way at getting
at the center of things,

at the reason that life is worth

living.
That it was a way of making life a little more
livable.
She's a, she was a great ol' gal.
HG:

Well,

I

guess—

JW:

Did you, you've heard her talk, haven't you?

You've heard

her voice?
HG:

I have not heard her voice.
No.
I understand t h e r e ' s a
radio interview with her in the Archive of Folk Culture I

might be able to get my hands on, but—do you know of any
other?

JW:

I think we may have some.
We've got tons of stuff from the
early festival.
I want to be copying—one of these days I
want to put copies over at the Archive.
Archive's not in
any better,
are.

If

better organized to take care of them than we

i t was

indeed the Archive

t h a t had handled a l l

these materials and not recorded sound,
little differently—

I might feel a

HG;

Right.

JW:

—about doing it.
I had my—we had, at one point several
years ago I let them record all of the, tape off all of '71
And I had a deal where we were supposed to get back some
things from the '38 festival.
They really screwed that up.
They screwed i t up.
It took them five years—I just,
finally I had to say, 'I'm going to have to come over and
get this stuff.
It doesn't belong to you.
It hasn't been
given to you.
I t ' s ours.'
And, then in order to get what
they had agreed to, I had to pay for it.
And two-thirds of
it—no, I'm not going to say two-thirds.
But I'm not
exaggerating when I say a third of it didn't have anything
to do with us.
It's all on, i t ' s radio shows and stupid
stuff.
Someone just went down through a series and gave us
all

of them.

HG;

Mm-hmm.

JW:

I don't think they take very good—I don't think they take
good care of what is entrusted to them.

HG:

Well.

END OF

Going to stop the tape now.

INTERVIEW

Thank you very much.

